One of the issues theatre must deal with when approaching the topic of genocide is representation. How can theatre, an art of mimesis, represent extreme violence, absolute evil? What can be shown, so as to honour the memory of the victims and at the same time convey the idea of radical evil? At the turn of the 21 st century, two playwrights, Enzo Cormann (France) and Juan Mayorga (Spain) approached the issue of the Holocaust through memory. In Toujours l'orage [Always the Storm](1997) and respectively Himmelweg [Way to heaven] (2002) the protagonists revisit, after several decades, the traumatic events of 1944, when they witnessed or participated in the perversion of life and theatre by the Nazi. This paper will analyse the modalities of the memorial mechanism, among which the metatheatrical devices facilitating the representation of the traumatic event.
reserved to the privileged (prominenten) -elderly, rich Jews (former soldiers decorated during World War I, doctors, lawyers, artists, scholars) -was presented to the international community as a model Jewish settlement. It was here that the propaganda movie Der Führer schenkt den Juden eine Stadt [The Führer Gives a City to the Jews], was filmed and directed by prisoner Kurt Gerron under Nazi supervision, it was here that, in June 1944, following international pressure, the visit of an International Red Cross Commission, led by the Swiss Maurice Rossel, took place. In fact, Theresienstadt was a transit camp, where prisoners waited for their transfer to extermination camps, and where life conditions were extremely poor.
However, cultural life was much richer in this camp -which included many artists among the deportees -than in other places of detention: cabarets, concerts, opera and theatre performances were tolerated by the authorities and sometimes used for propaganda purposes. The texts of several plays and opera libretti were preserved and some others were reconstructed from memory by survivors 1 . Researches have pointed out the ambivalent nature of theatre in such conditions, a theatre which can help preserve one's hope and dignity but can also represent a tool of exploitation and manipulation.
The theatrical practices in Theresienstadt inspired numerous contemporary playwrights and theatre directors, who set out to explore the hypostases of theatre under surveillance. Theatre, the art of mimesis but also of artifice, represents for French author Enzo Cormann and for Spanish playwright Juan Mayorga a means of approaching the representation of horror. The two authors employ metatheatrical devices as instruments of mediation, enabling an oblique, indirect approach to the traumatic events. Toujours l'orage and Himmelweg present us with a theatre of memory, in 1 Lisa Peschel, "Voices from the Edge of the Abyss: Theatrical Texts from the Terezin/Theresienstadt Ghetto, 1941 -1945 , Jews and Theater in an Intercultural Context, Leiden, Boston, 2012, pp. 153-164. In 2014, Lisa Peschel published an anthology of eleven plays written by Czech and Austrian Jews in Theresienstadt: Performing Captivity, Performing Escape: Cabarets and Plays from the Terezin/Theresienstadt Ghetto, New York and Calcutta, Seagull Books. which the protagonists go back, after tenths of years, to the moment when they witnessed or participated in the perversion of theatre by the Nazi authorities. The two plays are based on real events 2 , they use cultural practices in the ghetto as a starting point, in order to investigate the traumatic experience which is carefully buried under waves of silence and guilt. The recollection takes place in the here and now of the spectators (that the characters sometimes address directly) -the distance in time authorizing games with the quirks of memory, but also an attempt to stage the moment which haunts the protagonists.
Published in 1997, Enzo Cormann's play is a long analytic dialogue between actor Theo Steiner, who withdrew from theatrical life without any apparent reason in 1971, following the fourth performance of Macbeth at Vienna's Burgtheater, and young director Nathan Goldring, who would like to cast the famous actor in his new production of King Lear at Berlin's Neue Bühne. Pushed by Goldring, Steiner confesses that in 1944 he played Edgar in a camp performance, and that his interpretation impressed a Nazi officer charged with organizing the transports to Auschwitz. The latter asked himand the young actor agreed -to cross his name off the list of those who had been selected for the transport. Steiner survived, but his parents died in the gas chambers.
In a text dedicated to Cormann, Mayorga confessed the influence the French dramatist had on his own training as a writer and praised the moral and political sense with which he approached drama and theatre 3 . To Cormann, theatrical performance represents a theatrical assembly 4 composed of all the participants in the theatrical event, and the actor, delegated by the auditorium, is moved by the collective aspiration which pushes him on stage. In his turn, Mayorga believes in the political role of drama, and conceives his writing as a theatre of memory with Auschwitz at the centre 5 ; his theatre aims at empowering the spectator.
As critic Manuel Aznar Soler 6 notices, Mayorga wrote Himmelweg in 2002, after attending a conference given by journalist Claude Lanzmann, in which he evoked the Theresienstadt camp. The play was inspired to the author by the interview that Maurice Rossel, the inspector of the International Red Cross delegation that visited Theresienstadt gave to Lanzmann for his movie Shoah in 1979, and that the journalist published as a book 7 in 1997.
The playwright does not opt for a stage reconstruction of the visit, but he modifies the data provided by Rossel, situating the action of the playthat he defines as a "a free fiction on the invisibility of horror" 8 -in an unnamed camp, not far from Berlin. Himmelweg is the story, reconstructed from multiple perspectives, of the famous Red Cross visit to Theresienstadt, when the Nazi authorities staged a performance in which the Jewish prisoners played, against their will, the roles of happy people in an almost perfect world. The unique spectator to this farce did not know that behind the scenes there were waiting the trains which were to transport the prisoners to Auschwitz. The play is structured in five scenes, the first and the third being the monologues of the Representative and of the Commandant, while the other three show the performance proper from different angles. At the centre of the two plays there are protagonists who negotiate their relationship with a painful reality, buried in oblivion, placed at tenths of years away from the moment of recollection. Their confessions take the form of narrative monologues (Mayorga) or of a retrospective dialogue (Cormann) in the presence of a witness: director Nathan Goldring in Toujours l'orage, the spectator in the theatre hall in Himmelweg. The space of the encounter is removed from the world: the isolated farm where Steiner has retired in order to paint and to forget, and respectively the Theresienstadt ghetto, where the Representative returns after more than sixty years. These are empty, isolated places, which invite to meditation -a place charged with memory for Mayorga's protagonist, a place where, far from the world, Steiner can think about it: "when I bought this house, I started thinking again" 9 .
The protagonists would like to, but at the same time do not dare face their own past, they need time in order to find the words that confess their fault. Sandrine Le Pors notices that Cormann's characters are always trying "to call and fill in a void, an absence against which they try to defend themselves and at the same time which they address" 10 . The past is such an absence for Steiner, who starts by refusing dialogue with Goldring, but little by little uncovers bits and pieces of his past, elliptical at first, and which later become more precise. The Representative's soliloquy seems to have a strictly informative, factual goal (it starts with a philological explanation of the term Himmelweg). However, it is marked by attempts at justifying himself, through reiterations of his honest character ("the others have always mattered to me" 11 ), and only towards the end some words which betray his real feelings emerge: "today, in this place, I am seized with horror", immediately followed by another justification: "but I will not apologize for writing what I wrote" (p. 24). These words seem to surface from a long series of debates with himself, as he attempted to persuade himself, again and again, that he was not wrong.
Both the Representative and Steiner returned from Theresienstadt, but by their return consented to or did not prevent the death of others -those who were deported to Auschwitz. Guilty -of accepting to survive, knowing that his parents were going to die (Steiner), of saying nothing about the dread he read in the prisoners' eyes (the Representative) -the two protagonists are haunted by the theatre to which they participated without realizing its sinister consequences. To the inspector, the place where he did not dare open the door which gave away the camp authorities' lie is like a theatre set, dismantled now (the forest has covered everything), which comes to life, night after night, in his dreams: "I walk this road every night. Every night, in my dream, I walk up to that deck, I get in front of the door of the barrack, I open it" (p. 23).
For Steiner too, theatre is charged with tough memories, it is a permanent negotiation with his own guilt: "what if Theresienstadt continued forever, beyond History, in every theatre hall?" 12 asks Mireille Lesco-Lena. The actor will continue to play long time after he has escaped the camp, trying to ignore his moment of weakness, looking for "the sound and the fury" that could help him forget. He does so until the day he receives, after the fourth performance of Macbeth, the visit of a ghost from the past -the officer. Now in his nineties, the latter comes to congratulate the actor for the role. He asks him to sign an autograph on the programme, with the very pen he used in the camp scene, tenths of years before, a scene that haunts Steiner. This is the moment the actor understands that he can no longer perform, so he decides to stay away from the world in order to meditate on evil and complicity to evil.
In the two plays, the trip down memory lane is facilitated by the presence of "guilty" objects, objects that have survived the camp, just as the protagonists, witnesses of their weakness, of the complicity to evil. Objects charged with conveying memory. The Representative mentions several times to his interlocutors (the extrafictional spectators) the photos he took during his visit of Theresienstadt, at the invitation of the commandant: "you may have seen these photographs. I took lots of them" (p. 15); "snapshots you may have seen" (p. 16). These photos, that document a false reality, are witnesses of the farce he was presented with, and only prove the fact that their author could not see. The fountain pen that Steiner is invited to use for a second time has a similar function: in 1971 it reminds him of his 1944 cowardice, it is a witness of the young actor's weakness.
As Sandrine Le Pors explains, in Toujours l'orage we witness the "elaboration of a theatre of voices and silences" 13 , a theatre whose characters accept a unique experience, that of giving voice to the dead and going back to the past. Thus, in the eighth sequence, the two protagonists re-enact the scene which haunts the actor, the moment when Steiner accepted the officer's proposal of crossing his name off the list of the prisoners sentenced to death. They bring to light two voices from the past, as Steiner plays the role of the officer, reconstructing the lines he heard tenths of years before, while Goldring plays young Steiner, imagining the cues he could have pronounced. At a certain moment, during this scene which reminds of psychodrama, the actor corrects his stage partner. Thus, when Goldring, playing Steiner, asks the brave question: "Could I cross off all three names?", the old actor explains that he didn't even think of such a question: "I just crossed off my name and put back the pen" (p. 63).
Enzo Cormann considers that dialogue, the exchange between two persons produces "the third body", the body of the dialogue, made of sentences and of silence: "The third body is the ghostly, spectral presence of the very presence of the fictional beings. The paradoxical presence of these beings which are not, whose presence is only rendered possible by the 13 Sandrine Le Pors, op. cit., p. 166. playful consensus of the audience" 14 . Roleplaying enables the protagonists to bring into the present this scene which is buried deep within Steiner's memory, and give life to absent persons -young Steiner and the commandant. However, the "incarnation" is not perfect, as if Steiner could not play his own character, the one who gave in so easily to the Nazi game.
With Mayorga, the scenes of play within the play are meant to hide the truth: for the International Red Cross visit, the prisoners are asked to play the farce of a perfect life; they have long rehearsed the scenario written by the commandant, so that everything runs smoothly. The theatrical device imagined by the playwright, that gradually denounces the apparently innocent scenes as parts of a minutely directed performance, is the one which uncovers reality. Thus, the second sequence comprises nine fragments representing serene scenes of life in Theresienstadt, some of which are repeated with variations. As critic Manuel Aznar Soler 15 remarks, the fact of forcing the Jewish actors to defend the Nazi lies represents a secondary form of violence. With Cormann too, the actor was forced to accept the Nazi game, to consent to it. However, if in Toujours l'orage the actors gave voice to those silenced long ago, here the victims talk with words written by the perpetrators, and all that the extrafictional spectator can listen to is their silence, their helplessness.
In Toujours l'orage and Himmelweg, theatre is an instrument of propaganda and humiliation, but also a means of revealing the truth. In both plays the Nazi commandants are educated men, theatre amateurs. With Cormann, the officer tells the young actor that he performed theatre as a student and that his aesthetic appreciation for Steiner's performance is the reason which makes him liberate him: "I love theatre. Theatre has brought me great joys. Last evening, for instance, in spite of the mediocre staging, your Edgar was [...] remarkable, from all points of view" (p. 62). The commandant, in Mayorga's play, confesses to the Representative that when he feels overwhelmed by bureaucracy he takes his car and goes to Berlin, where he chooses a theatre performance: "Theatre refreshes me. Afterwards, I can come back here to sign paperwork" (p. 40). In fact, the whole set-up that he puts into place for his unique spectator borrows from the emotions and expectancy associated with an opening night. The commandant keeps chatting to the inspector so that the actors have time to prepare: "a little patience, they are almost ready. Please take a look at the library, while waiting" (p. 46), and the visit represents the staging of a three-act scenario which has been rehearsed for months. In fact, Mayorga 16 claimed that when creating the character of the Commandant he sought inspiration in two Shakespearian figures: Prospero -the director -and Ariel -the scenographer -, as, with the tenacity of the Shakespearian heroes, the commander puts up an impressive production in order to deceive the whole world.
However, the two military men do not hesitate to pervert theatre, humiliating at the same time the prisoners-actors. The latter accept, without protesting, the roles that they have been assigned, roles of puppets, of little wheels in the Nazi mechanism. Catastrophe, claims Enzo Cormann, is not an apocalyptic event, it is explained by the tacit participation of everybody: "inertia, the fact that all participate passively in the same movement without opposition, this is what leads to catastrophe: this is how the Nazi barbarism got into the heart of culture" 17 . Without showing scenes of physical violence, Enzo Cormann and Juan Mayorga turn the devices of play within the play into modalities of representing what is opposed to representation, of helping us have a glimpse of horror.
